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THE MUSICAL TIMES.-FEBRUARY I, I9I9. 
letters to the flbttor. 
THE VALUE OF HUMMING IN VOICE- 
PRODUCTION. 
SIR,-In my opinion, the value of humming as an aid to 
correct vocalisation cannot be overrated. 
When humming correctly-that is, with the breath, and 
not by throat-contraction- not only is the movement of the 
larynx much more distinctly felt than when vocalising on a 
vowel, but the resonant position of each note is also much 
more distinctly felt. In the act of humming the voice is being 
played upon in exactly the same manner.as any other reed 
instrument. Therefore if the action of humming is combined 
with the correct position of the articulatory organs for the 
art of language, a perfect singing method is obtained.-Yours 
&C., AMY B. ANDERTON. 
29, Victoria Street, 
West Bromwich, 
January 13, I919. 
AN OBSCURE WORK OF BALFE'S. 
SIR,-Can you, or any of your numerous readers (either 
privately or through your pages) give me any information 
as to a composition of Balfe s, which, I believe, was first 
published in Paris, entitled ' Les trois filles d'Aymon'? 
I cannot ascertain whether it was a complete operatic 
work, or if (as I believe) only the musical numbers inserted 
into a musical play of that name. 
Many years ago I was engaged to play as accompanist at a 
concert a Buffo Duet for two basses from that work, with 
English words. It was very comic, and began 'The vast 
fortune of your young Master incredible seems to me,' and 
received an uproarious double encore. 
I have applied to the original English publishers of this 
duet, who say they have records of the publication of the 
music, which is now out of print, but they can obtain no 
further information about it. Application to several other 
London publishers has failed to produce any information. 
If any of your readers possess a copy I would readily 
purchase it.-Yours, &c., PAUL JERRARD. 
6, The Avenue, Blackheath, 
London, S.E. 3. 
December 17, I918. 
[Balfe's 'Les quatre fils d'Aymon' was produced at Paris 
in I844, and in England under the title of 'The Castle of 
Aymon.'-ED., M. T.] 
ORGAN PEDAL TECHNIQUE. 
SIR,-The recent articles which have appeared in the 
Musical Times with regard to Pedal Technique have 
undoubtedly brought to light one of the most important 
factors in modern organ playing. While I am strongly in 
favour of some standard method of pedalling, I see no 
necessity for revolving seats or bootless feet. If organ 
music bristled with such passages as the example of Mr. 
Barkworth's in the November issue of the Musical Times we 
should certainly require some device for getting over these 
difficulties, but the majority of the most awkward pedal 
passages to be found in the standard organ works require 
only a slight movement of the body either way, and the 
quieter you can sit for all pedalling, the better. Any 
movement with the hands for registration would naturally 
upset the position of the feet for the time being. One of the 
first things a beginner is taught is to find his bearings by 
letting his feet hang naturally over the middle of the pedal- 
board. The revolving seat would tend to do away with 
stability in that direction, and the player's bearings would 
be lost. I still believe that the adjustable stool very slightly 
slanting is adequate for all purposes. The want of some 
definite principle of pedalling is undoubtedly the cause of the 
trouble. Mr. Ellingford's remark in his recent article on 
' Pedal Technique ' is only too true, ' The use of the heels 
on the long notes.' For some years I have taught on a 
principle of using the left heel as frequently as possible, and 
always passing in front of the right toe, both in upward and 
downward passages, making a front and back line for the 
action of the feet. Passages like those occurring in Bach's 
Toccata in F, the D major Fugue, and the D major scale at 
the commencement of the Prelude will clearly demonstrate 
this system. Some players reverse the position, always 
using the right in front. Again quoting Mr. Ellingford, this 
is an unnatural position for the limbs. He says: 'for passages 
lying to the right of the board the left foot is naturally slightly 
in front, those to the left vice-vers.' Of course there are 
times in which no system on earth would apply, especially 
when the short keys are in constant use. But as a general 
rule I have found it an invaluable help, both in teaching and 
in my private practice, to remember to keep the left heel line 
immediately in front of the short keys (with the exception of 
the few bottom notes of the board), making a line behind for 
the right toe.-Yours, &c., 
REGINALD Goss CUSTARD. 
SONGS OF THE HEBRIDES. 
SIR,-In the long and sympathetic report, in your 
December number, of the paper I read in November to the 
Musical Association on 'Songs of the Hebrides,' there occurs 
a printer's error which is misleading. I had occasion to 
say that previous to entering on this work of oral song- 
collecting I ' had been giving lecture-recitals on songs and 
song-writers and had carefully pointed out'the means by 
which such writers as Wolf, Cornelius, Liszt, and Schubert 
heightened the effect of their melody and deepened and 
subtilized its expression by harmonic colouring and by 
figures of accompaniment. I had thus learnt how slight 
were the melodic formulae out of which, at times, a perfect 
art-song might be fashioned. And that I found the 
unrecorded music of the Hebrides consisted mainly of just 
such characteristic separate motives, such definite melodic 
formulae, as I had been dealing with in the Art-song.' 
Now, your printer, by inadvertently substituting the word 
harmonic for melodic, has made nonsense of the foregoing 
statement. I shall be grateful if you will insert this letter 
of correction in your next issue.-Yours, &c., 
MARJORIE KENNEDY-FRASER. 
6, Castle Street, Edinburgh, 
December 30, I918. 
A COMMON BASIS OF CRITICISM. 
SIR,-Dr. Ford, in a letter published in your December 
number, attempts a criticism of critics, and whilst admiring 
his bravery I do not feel quite in agreement with him. 
He opens the attack with Johnsonian wisdom, and 
immediately follows with the name of 'Ernest Newman' 
(I expected it), and an allusion to that writer's criticism of 
Dr. Vaughan Williams's 'A Shropshire Lad.' Further he 
says Mr. Newman has no suggestion forthcoming of how an 
improvement might be effected in the compositions criticised. 
I have read many of Mr. Newman's articles, and have 
always had the impression that he was particularly clear in 
this respect. With regard to ' A Shropshire Lad,' surely we 
must all agree with Mr. Newman (allowing for the different 
interpretations of individual natures) that the composer 
when writing a setting of 'Bredon Hill' should be chiefly 
concerned with the anguish of the Lad who is heartbroken at 
the death of his sweetheart, and the ringing of bells should 
be 'a hint rather than a persistent over-statement'; and if, as 
Dr. Ford says, a composer sometimes can take only one 
point of view, it is not flattering to the imagination of 
Dr. Williams that he chooses the use of bells so patently, as 
though he would impress us with their continual ringing 
rather than let our sympathy go the stricken lover. 
I have been impressed on reading Mr. Newman's criticisms 
with his bold frankness, and cannot over-estimate the help 
his writings have been to me in my musical education. 
Although it may amuse him, at times I have felt somewhat 
annoyed to read some of the absurd constructions placed on 
his articles by people who robe themselves as apostles, and, 
should one of the compositions of their gods be ruthlessly 
attacked, hold up their hands in horror at the audacity of a 
mere mortal, and say, 'Away with this man. He is not ot 
our religion.' 
I have heard Mr. Newman attacked for his dislike of 
Debussy. I have never been able to discover this dislike in his writings. He simply sees Debussy's limitations and 
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